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ABSTRACT 
Dreams are '"·the most frequent and universally accessible 
source for the investigation of human mind and its faculties. 
As impartial and spontaneous products of the unconscious 
psyche, they reveal amazing images and truths, profound and 
often surpassing the power of human understanding. 
Both Freud and Jung recognize the significance of dreams 
as a unique form of communication with the unconscious mind. 
Freud's personalized approach to dreams as wish-fulfillments 
offers an insight into the most private aspects of individual 
psyche. Jung's comprehensive interpretation of dreams 
explores the regions of collective unconscious and elucidates 
man's symbolizing faculties. 
The heuristic quality of Freud's and Jung's dream 
interpretation theories appears extremely valuable to the 
• 
reading of Katherine Anne Porter's Pale Horse, Pale Rider. 
Miranda's dream sequence presents the 
• unconscious as it 
responds to the havoc revealed in the general human condition. 
Beset by a devastating combination of uncontrolable forces -
- the flu epidemic, the First World War, the forced 
patriotism, shortage of money, and her deep sense of doomed 
1 
• 
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" 
possibility to love -- Miranda ' s · character experiences the _ __, 
' 
drama of new birth througl1 death. Miranda's experiences of 
l 
,. 
death and rebirth are deeply archetypa-1 yet they do not 
produce the effect of boon and renewal. 
The lack of such effect renders the archetypal symbols 
from Miranda's dreams ineffective on the level of the 
character's individual experience as well as in universally 
human terms . In spite of her highly complex and powerful 
artistic quality, Porter's composition of Miranda's dreams 
also fails to fulfill the archetypal function. The writer, 
the character, and the reader are left' unfulfilled in terms 
of archetypal • experience. The sense of universal 
disillusionment as experienced after the First World War 
irreversably penetrates the reader's perception of the human 
condition. 
2 
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INTRODUCTION 
1. Preliminary. 
Katherine Anne Porter's · short stories yield not only 
''antithetical readings,'' as Harold Bloom has suggested, 1 but 
they also respond to the employment of psychoanalytic 
criticism frequently assumed to be opposed viewpoints, that of 
....... • 
Freud and Ju·ng. The theories on dream interpretation of both 
psychologists offer powerful tools of exploring and describing 
the most complex aspects of human psyche. 
Closely related by the subject matter, Freud's and Jung's 
theories significantly differ from each other. For Freud, the 
... ,.,.. ' ! 
meaning of the dream is essentially a sign of some repressed 
wish which is uncovered and consequently fulfilled in the 
process of dreaming. He recognizes distortion as inherent to 
any dream process. Approaching dreams as symptoms, he uses 
dream analysis to detect the causes of individual behavioral 
and emotional patterns. Freud's personalized and single-
focused approach to dreams appears too restrictive and 
selective for the literary analysis of Porter's Pale Horse, 
1Harold Bloom, e~. Modern Critical Views: Katherine Anne 
Porter. (New York: Chelsea House Publishers, 1.986), IX-X. 
3 
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Pale Rider4 • · ·Therefore onTy ·one chapter of this· ~critical· study 
. .
 
.considers Porter.•s story from a Freudian perspective. Freud's 
theory is used as an alternative and complementary view,to 
more comprehensive· and interdisciplinary ones of c .• G. Jung. 
· In contrast to Freud's symptomatic interpretation of 
·, 
dreams, Jung proposes the understanding of the dream as an 
.. -- - ,. . . 
autonomous and symbolic expression of the unconscious. Dreams 
reveal to him a significant relationship to the psyche as a 
whole and define it in terms of personal and collective 
I 
unconscious. According to Jung, dream analysis aids the 
development of the well-rounded individual psyche. 
This critical study extensively applies Jung's theories 
in order to gain a comparative and comprehensive ins·ight into 
'·'· 
the meaning of symbols and the image-creating faculties of 
Katherine Anne Porter as well as her character, Miranda. The 
analysis of Porter's use of dreams and dream -imagery in Pale 
Horse, Pale Rider, with some comparisons to Flowering Judas, 
The Cracked Looking-Glass, and The Leaning Tower, reveals the 
richness of the author's active imagination and offers new, 
significant meanings to the story. None of the existing 
studies seem to treat Porter's story simultaneously from the 
holistic Jungian and complementary Freudian perspective.· 
In his article "The Fictions of Memory,'' Edward Schwartz 
argu~s that Miss Porter's use of dreams is related to her 
j 
4 
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. . 
attitude___, toward art,!. 2 -Usincj tne example of the dream sequence 
. 
in .Pale ·Horse, Pale Rider, the critic proceeds to show that 
. ' 
. 
''the· patterning of reverie·, h_alluc·ination, and dream- [in the 
story] is formalized." His point seems well taken, 
particularly, since Porter herself admitted her preference for 
the form of dream narrative: 
Let me admit a deeply personal preference 
for this particular kind of story, where 
external act and the internal voiceless 
life of the human imagination almost meet 
and mingle on the mysterious _threshold 
between dream and waking, one reality 
refusing to admit or confirm the 
existence of the other, ~et both 
c~nspiring toward the same end. 
She also perceived these stories to be "the evidences of an 
active and disciplined imagination working firmly in a strong 
line of continuity, the waking faculty of daylight reason 
. 
~ 
recollecting and recording the crazy logic of the dream." 4 
Yet, it seems to me that Porter's use of dreams has wider 
rather than formal and aesthetic implications. The form and 
nature of dreams has provided for her an effective way of 
-dealing with all of her experiences which she perceived to be 
2Lodwick Hartley & George 
Porter: A Critical Symposium. 
Georgia Press/ 1 1969), 67-82. 
Core, eds., Katherine Anne 
{Athens: The University of 
, . '' '''.',, 
3K. A. Porter, The Collected Essays and Occasional 
Writings of Katherine Anne Porter (New York: Dell Publishing 
Co., Inc., 1973), 289. 
4rbid., 290. 
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not. only her memory but, ·in broader ·tezms, all ,-her ,past that 
consisted of memory, legend, personal experience, and acquired 
knowledge. 5 Like Jung, with · w)lom Freud agreed in this 
respect, Porter understands that in . ''dream thinking [one] 
regresses back to the raw· material of memory.'' She also 
perceives a dream ''as a modified memory -- modified through 
being projected into present. 116 
Porter's preoccupation with memory has led her to develop 
a complex understanding of· time which, in turn, finds its 
expression in her use of dreams: 
Of the three dimensions of time, only the 
past is ''real" in the absolute sense that 
it has occurred, the future is only a 
concept, and the present is that fateful 
split second in which all action takes 
place. 7 
The dreams she· recounts, particularly in Pale Horse, Pale 
Rider, deal with the past and anticipate the future while 
their message is imposed on the present reality. As 
• expressions the • unconscious, they test~fy to Jung's of 
discovery that ''the unconscious is no mere depository of the 
past, but is also full of germs of future psychic situations 
5Ibid., 290, 449, 451. 
6carl G. Jung, ''Symb~ls of Transformation,'' in Violet 
Staub de Laszlo's The Basic Writings of C.G.Jung (New York: 
The Modern Library, 1959), 25. 
7Porter, The Collected Essays, 449. 
6 
·. 
~J ~ _:__.-,-
and i·deas . 118 Po rte r • s 'blood knowledge' of the uncottscious 
coincides with Jung's theories on dreams. The form of dreams 
and their Jungian interpretation provides a v·ehicle for 
examining Porter's philosophical views and perceptions~ It 
.. 
also allows an imaginative ''distillation of what human 
relations and • [her] mind has been able to experiences 
absorb. •• 9 
_,,,., 
Although Jung was Freud's disciple, he developkg his 
interpretation of dreams into an independent theory. Instead 
of., accepting Freud's perspective of dreams as a disguised 
fulfillment of suppressed or'\_~:sed wishes, Jung proposed 
to interpret dreams as "a spontaneous self-portrayal, • in 
symbolic form, of the actual situation in the unconscious. 1110 
He was preoccupied with deepening self-knowledge and 
self-understanding by means of decoding the symbolic content 
of a dream and establishing its relation with the conscious 
situation of the dreamer. He recognized that the human psyche 
consists of the conscious and the unconscious; that is, only 
in part, unique and subjective or personal, and tne rest of it 
is collective and objective. Thus, the very structuring of 
the human mind makes one experience existence in the dualistic 
8carl G. Jung, Man and His Symbols (New York: Dell 
Publishing co., Inc., 1968), 25. 
9Porter, The Collected Essays, 455. 
10c. G. Jung, Psychologi.cal Reflections: A New Anthology 
of His Writings 1905-1961, ed. Jolande Jacobi, 2nd ed. 
(Princeton: Princeton University Press, 1970), 57. 
7 
"' 
form, asr the co·ntrollable world of. -outer objects and, the 
uncontrollable realm of inner impulses. In The. Symbolic 
Q_uest: Basic Concepts of Analytical Psychology, Edward 
Whitmont explains that the · connection can be established 
between these two lev.els of perception because '' in both 
dimensions one perceives by means of images'' (p. 29). 
Jung understands dreams .as the key to the personal and 
" 
the collective unconscious·. Therefore, all dream images and 
symbols are important in themselves, each one having a special 
significance of its own. He insists that they do not conceal 
but reveal either a particular problem of an individual about 
which he has aiwrong conscious judgement or an eternal human 
problem that repeats itself endlessly throughout the history 
of mankind. Jung develops the concept of an archetype which 
he defines in three ways: as ''the unconscious precondition of 
every human life;'' as "a piece of life, an image connected 
with the living individual by the bridge of emotion;'' and, 
finally, as all ''inherited possibilities of ideas. 
1111 He 
differentiates so called archetypal dreams from the other by 
noting that they ''occur mostly during the fateful phases of 
life, in early youth, puberty, at the onset of middle age 
(36-40), and within the sight of death. 1112 
Porter's central characters in Pale Horse, Pale Rider, 
11 b. d I 1 • , 4 7, 4 3, 38. 
12Jolande Jacobi, Complex/Archetype/Symbol in the 
Psychology of c. G. Jung. (New York: Bollingen Series LVII, 
Pantheon Books, 1959), 128. 
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Flowering Judas, The cracked Looking-Glass, and The Leaning 
" Tower are in the phases of life cited by Jung, .. and they 0, 
experience archetypal dreams. In this context, the age of 
chara·cters plays an important role. Laura, Miranda, and 
Charles Upton are in. their early twenties while Rosaleen 
enters her middl~ age .. In different ways and under different 
conditions, their archetypal dreams refer to the experience of 
death which the particular characters have to face. 
Following Jung in his view of dreaming as a creative 
process, Edward Whitmont 
experienced as deadlock (the 
\otices that "what 
inability to enact all 
often • 1S 
that which 
presses for expression when external limitations, standards or 
mores insurmountably happen to stand in the way) turns out to 
be an initiation into symbolic experience. 1113 This reasoning 
' 
explains to a certain ext,ent the occurrence of dreams in 
.·Porter's short· stories and short novels mentioned above. For 
example, childless Rosaleen in The Cracked Looking-Glass finds 
herself unfulfilled as mother and wife. Her much older 
husband is unable to satisfy her physical needs as well as 
protect her from the harsh judgements of other people. In 
result, her behavior is misjudged by the community and the 
other men she meets. Unable to face her childless marriage to 
Dennis and her fading sex appeal, Rosaleen escapes into dreams 
and almost draws h·er life upon them. 
13Edward c. Whitmont, The Symbolic Quest: Basic Concepts of Analytical Psychology. (Princeton: Princeton University Press, 1969), 132. 
9 
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Laura • in Juda s----------1. s -.,_, . the Flowering- by 
disappointing reality of the Mexican revolution embodie.d by . . 
the omnipres~nt character of Braggionie. At the same time, 
she feels that only by her absolute commitment to th~ 
revolutionary ideals and her physical chastity can she 
preserve her identity. Paradoxically,· maintaining her 
personal integrity requires denial of.her only love, Eugenio. 
She actually provides him with poison so he can take his life. 
The act renders Laura unhappy and unfulfilled for the rest of 
her life. Her tragedy finds expression in her final dream. 
In Pale Horse, Pale Rider, Miranda can no longer handle 
the hypocrisy and the obvious paradoxes of the First World War 
which, in addition, prevent her from achieving her personal 
happiness. She is tormented by inner conflicts which become 
in tens if ied by her unexpected illness. In consequence, a 
series of intensive dreams is triggered which allows. her to 
face the reality of death on a symbolic level. For such 
characters, dreams' symbolic experiences provide means of 
dealing with rationally unacceptable realities. Whitmont's 
conclusion also accounts for the highly poetic form of dream 
images which Jung. associated with the archetypal dreams. 
Laura ' s dream and Miranda's sequence of dreams thoroughly 
exemplify his point. 
Like most of the qreative processes of human imagination, 
a dream is not easy to understand. As a communication in 
images, - ____ it lacks clarity and, occasionally, even 
10 
- ..•. 
\ 
·comprehen~ibility due ·to the transference· -of images into.-.: ~ 
words. Certain obscurity is also inherent in the memory of a 
dream. So, in order to. understand a dream, Jung thought it 
was necessary to grasp its language and to elucidate ~its 
meaning by amplification. 
concept of amplification: 
Jolande Jacobi defines Jung's 
The various dream elements are 
"amplified" by related images and symbols 
which, by suggesting possible meanings, 
show the way to the actual meaning. The 
analogies employed are chosen regardless 
of epoch or cultural- sphere; they may be 
either individual or collective in 
origin. The one essential criterion is 
that they should be utterances or 
creations of the human psyche· which 
exhibit a common or similar meaning·. 14 
Thus, a Jungian interpretation of dreams relies on a certain 
knowledge of mythology and folklore and on some understanding 
._, . ., 
of the psychology of primitives and of comparative religion. 
In return, it offers a holistic view of the human person which 
is "neither gender-biased nor culture-bound. '' 
15 
'" 
14Jacobi, Complex/Archetype/Symbol, 130. 
15Carol Schreier Ruprecht, "The Common Language of Women's 
Dreams: Colloquy of Mind and Body, 11 in Estella Lauter & c. 
Schreier Ruprecht, eds. , Feminist Archetypal Theory: 
Interdisciplinary Revisions of Jungian Thought. (Knoxville: 
The University of Tennessee Press, 1985), 187-219. 
11 
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2 .. ·. Jungian method·· appTiect· to the representative-, dreams•'-
In h·is essay On the Nature · of Dreams, Jung discerns that 
the cou,rse of a great many "average'' dreams can be broken down 
and its elements arranged according to the classic structure 
of drama. Usually, the dream starts with exposition that 
indicates the scene of action, the people involved, and often 
the initial sl tuation of the dreamer. Then the development of 
the plot is followed by the culmination or peripeteia. The 
lysis, the solution or result, is the last phase that shows 
the final situation, which at the same time is the solution 
"sought" by the dreamer. Almost each of the dreams 
• in 
Porter's works reveals such "dramatic" structure. In some of 
them, one can trace even the division into earthly and 
heavenly action. Laura's dream in Flowering Judas and 
Miranda's 5th dream in Pale Horse, Pale Rider provide good 
examples. 
While mechanically counting numbers in order to fall 
asleep, Laura reflects that ''it is monstrous to confuse love 
with revolution, night with day, life with death" (p. 101). 16 
Finally, she falls asleep calling out for Eugenio. In the 
exposition, the ghost of Eugenio appears along with the sound 
of the midnight bell tolling. He comes to take Laura out of 
• 
16The fellowing quotations and page numbers refer to 
Flowering Judas, in The Collected Stories of Katherine Anne 
Porter. (New York: Harcourt Brace Janovich Publishers, 1979), 
90-102. 
12 
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, 
her sleep~ -out of her bed~ and tliis str~nge·-.- house. Laura ---~·: 
rleither speaks nor fears. Eugenio eludes her with promises of 
a new c·ountry. As the plot develops, he calls her a.~urderer (1 
but Laura cannot resist following him, even though he does. not -
take her hand. She clings to the stair rail, "the topmost 
branch of the Judas tree, the rocky ledge of cliff, and a 
jagged wave of the sea. _ "In wonder but without fear,'' sh~ 
diseovers that Eugenio leads her to death. In the following 
three peripeteia, the action of the dream reaches its ci~max. 
To annul Laura's demand for him to take her hand, Eugenio asks 
her to eat "war1n bleeding flowers from the Judas tree.'' When 
she greedily eats them she realizes that Eugenio is a ghost, 
"his hand was fleshless, a cluster of small white petrified 
branches, and his eye sockets were without light" (p. 102). 
Eugenio again calls her Murderer and Cannibal and refers to r 
the consumed flower as his body and blood. Both figuratively 
and physically, Laura's dream resolves when she cries out 
"this one holy talismanic word ["No!"] which does not suffer 
her to be led into evil" (p. 97), and she wakes up. Laura is 
responsible for Eugenio's deathd her simultaneous denial of 
her love for him. It would seem that, in her eyes, her 
refusal was necessary to the maintenance of her identity in 
the outer world and in her own eyes. Struggling to perfect 
her stoicism and preserve her integrity, Laura turned to self-
1 
love when she found herself '' irreparably betrayed by the 
disunion between her way of living and her feeling of what 
13 
' . 
p, 
-~ ~ .\. 
~ ~ 
life should be'' (p. 91). 
Aside from its inherently dramatic structure, Miranda's 
/) 
fifth dream in' Pale Horse, Pale Rider17 reveals both earthly 
and heavenly actions. The dream experience. of-death, vision 
of paradise, and return to earthly life mark the drastic 
transitions in the mind of the dreamer. In the exposition, 
Miranda experiences death as oblivion and eternity which she 
identifies as her childhood dream of danger on a narrow ledge 
over a bottomless pit with a whirlpool of grey water.. She 
also recollects her childhood dream of safety in the form of 
a reassuring wall of granite at her shoulders. In the process 
7 
of her dream which coincides with her actual ''near death 
experience", Miranda becomes blind, deaf, and speechless; she 
is "entirely withdrawn from all human concerns, yet alive with 
peculiar lucidity and coherence" (p. 310). She feels 
diminished into "a minute fiercely burning particle of 
being ... composed entirely of one single motive, the stubborn 
will, ·to live" (pp. 310-311) . The sudden expansion into fine 
radiance of "the hard unwinking angry point of 
light ... (saying] Trust me.· I stay" (p. 311) shifts her into 
a paradise of the soft meadow, clear sea and sky which she can 
see from the rainbow. In the "great company of human beings" 
whom she used to know alive, Miranda experiences an ''amazement 
. 
of joy'' and the sense of being alone but not solitary, a very 
fine distinction. Yet, "a smali ·flick of distrust in [her] 
17Porter, The Collected Short Stories, 269-317. 
14 
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joy'' followed _ by ~-the 
-- . ~ ~ ... ·, ques~1on, ''Where are; the. dead?, 11 
terminates her visit to heaven. · In pain, she ret
urns to 
,. 
physical reality. Her death-wish· and · actual ''near
 death 
experience'' are resolved in terms of her instinctive w
ill to 
CJ 
live and her love for Adam. When dreaming about paradi
se, her 
sudden concern for Adam suggests two possible insigh
ts into 
Miranda's character. On the one hand, it proves her de
ep love 
for Adam that makes her give up for him even the paradi
se. It 
also shows her desperate and irrational hope that Adam
 could 
be saved from death despite the war. On the other ha
nd, her 
concern may be viewed as means of maintaining her
 self-
possession and integrity when faced with the reality 
of war, 
Adam's unavoidable death, and her instinctive will to 
live in 
spite of her wish to· die. As a result of her dream, M
iranda 
confronts the reality of her situation even thou
gh the 
solution offered by her dream is not the one she
 would 
consciously and willingly seek. 
3. The dream series. 
" According to his· assumption that ''every drea
m 
interpretation is a hypothesis, an attempt to-read an u
nknown 
text,'' 18 importance 
I 
assigns a particular to the Jung 
interpretation of dream sequences, where the later 
dreams 
correct the mistakes made in handling those that went b
efore, 
18Jung, Psychological Reflections, 71. 
15 
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and the~ basiC'' ideas and themes can be better 1-ecognized. That 
is why a series of Miranda's five dreams in Pale Horse, Pale 
Rider allow the complete Jungian analysis in contrast to the 
singular dreams which· occur in other stories. The character 
of Miranda can be said to be shaped by the ''transference which 
represents the experience of the effects of history upon 
desire, of culture upon creativity, and of soul upon 
impulse. 1119 
-- .. 
A literary version of Jung's idea is applied by Jane 
Krause DeMouy in her analysis of Porter's Old Mortalit·y and 
presented in her article "Face to Face: Old Mortality._ 1
120 The 
critic traces the impact of Southern culture on Miranda's 
imagination. She identifies the archetypes of the Southern 
belle and the knight respectively embodied by Amy and Gabriel. 
Miranda's family breeds in her the aggrandized version of 
their family past which cultivates the predominant dichotomy 
of Southern society with which a woman had to deal: " ... the 
[ambivalent] choice between being a sexual coquette or 
marrying to become a mother" (p. 130). . The domineering 
character of Miranda's grandmother in The Old Order as well as 
in Pale Horse, Pale Rider transf arms Miranda into ''the 
grandchild of a lost War ... [who has] blood knowledge of what 
19James Hillman, The Myth of Analysis: Three Essays in 
Archetypal Psychology (Evanston: Northwestern University 
Press, 1972), 112. 
20Harold Bloom, ed. Modern Critical Views: Katherine Anne 
Porter. (New York: Chelsea House Publishers, 1986), 127-139. 
16 
)· 
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life~ can- be 
privation. 1121 
, . 1n a defeated '-Country on ""--the bare bones · of 
History directly affects Miranda in Pale 
Horse, Pale Rider, where her personal life is subject to the 
conditions of the First World War. Entangled by major 
historical and cultural influences, Miranda struggles to !!I 
preserve her own independent personality .. She leaves her 
family, gets married, and soon, finding her marriage another 
form of oppression, she is divorced. However, when she 
finally finds love and happiness with Adam, she has to give 
them up to survive and to learn to accept the fact that her 
instinctive will to live controls her conscious actions. Her 
character is the result of a complex net of outer and inner 
influences to which every individual is subject. 
Miranda's dreams in Pale Horse, Pale Rider and Rosaleen's 
dreams in The Cracked Looking-Glass reveal another aspect of 
dreams pointed out by Edward Whitmont in The Symbolic Quest: 
Basic Concepts of Analytical Psychology. He says that a sort 
of foreknowledge is often evidenced through dreams: 
In dreams the unconscious dimension 
operates as if it encompassed unknown 
events outside of space and time 
(and to the dreamer often enough 
unknowable) anq also subjective problems 
which 1 ie ahead in the dreamer's 
development. This ·dimension. includes 
information about the dreamer's probable 
reaction to these events as well as about 
his capacity to deal with them. (p. 52) 
21 Porter, The Collected Essays, 160. 
17 
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Miranda's opening dream foretells her ''near death experience.'' 
Her third dream symbolically communicates that she will ,, 
survive despite her strong death-wish and her desire'. to 
sacrifice her life for Adam's. Although Miranda consciously 
wills herself into death, it is Adam who risks his life by 
nursing Miranda and, eventually, dies from the influenza he 
has contracted from her. Rosaleen' s dreams, on the other 
hand, reveal her real affection for Kevin and her older 
husband Dennis. They also place her real feelings in the 
context of her family and the public opinion of the village. 
The prospective and anticipatory function of dreams 
mentioned above is accompanied by purposeful and compensatory 
functions identified by Jung. He claims that every dream . 
serves a certain purpose and it fulfills the, compensatory 
I . 
unconscious. relation I conscious between and Thus, 
interpretation of the dreams in Porter's works may help to 
explain their purpose as well as to reveal the dreamer's 
conscious attitude which they compensate. According to Jung, 
the dream interpretation is only a hypothetical reading of 
actual truth; however, it "enriches the consciousness to such 
an extent that it relearns the forgotten language of the 
instincts. 1122 It is also ''a way of self-reflection.'' Jung 
explains that: 
22Jung, Psychological Reflections, 76. 
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reflecting 9n itself; it turns its 
attention to the objective actuality of 
·the dream as·· a communication or message 
~rom the unconscious, unitary soul· of 
humanity. It reflects not on the ego .but 
on the self; it recollects the strange 
·self, alien to the ego, which was ours 
from the beginning, the trunk from which 
the ego grew. It is alien to us because 
we have estranged ourselves from it 
~hrough the aberrations of the conscious 
mind. 
(p. 77) 
4. Indirect and Direct Thought 
Porter's style. 
• in 
One more aspect concerns the process of creative writing 
and is worth considering • in the context of • various 
psychoanalytical theories. The psychoanalysts' distinction 
between two fundamentally different modes of thinking leads 
one to consider their possible influence on the style of 
Katherine Anne Porter, particularly in her works including 
dream descriptions. The theory proposes that the 
directed/intelligent thought, which is defined as conscious, 
concept-based, will-directed, and causality-oriented, • is 
communicable by language. In literary terms, this idea would 
represent the narration concerned with reality. On the other 
hand, the undirected/autistic thought is· described as 
subconscious, non-conceptual, associative rather than causally 
logical, expressed in images, symbols, and myths. As such, 
it would penetrate the subconscious level of the written text 
and express the realm of dreams and human imagination which 
19 
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are share<f by the ~riter and her characters. 
The · non-dream narrative of . Pale Horse·, Pale Rider 
provides examples of both modes of thinking as used in the 
. 
' 
characteri~tion of Miranda. For example, her description of., 
soldiers in the hospital is harshly realistic: 
The men, a selected presentable lot, 
sheets drawn up to their chins, not 
seriously ·ill, were bored and ~ 
restless, most of them willing to be 
amused at anything. They were for the 
most part picturesquely bandaged as to 
arm or head, and those who were not 
visibly wounded invariably replied 
"Rheumatism'' if some tactless girl, .who 
had been solemnly warned never to ask 
this question, still forgot and asked a 
man what his illness was. 
\ (p. 276) 
On the other hand, her descriptions of Adam employ a more 
figurative language which lacks the self-possessed and 
objective expression of the directed/intelligent mode of 
thinking. Porter's descriptions reveal the influence of her 
emotions and subconscious feelings even though they use 
realistic, in nature, comparisons: 
He really did look, Miranda thought, like 
a fine healthy apple this morning .... His 
eyes were pale tan with orange flecks in 
them, and his hair was the color of a 
haystack when you turn the weathered top 
back to the clear straw beneath. 
(p. 280) 
20 
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Sometimes Mira,nda •-s hal'f~waking. thoughts help her to deal - ---
l ., 
with the frightening reality by means of symbol~zing it. In a 
way, the author consciously.simulates the undirected thinking 
in the place of the directed.one in order for Miranda to fight 
her violent emotions of fear and disgust. For example, as she 
sits on the bed, her feet, which idly dangle' with their 
slippers hanging, remind her of the way different people sit 
on her desk in the newspaper office. When confronted by the 
Liberty Bond men, Miranda masks both her fear and repulsion by 
only relating to those men as ''two pairs of legs dangling." 
The author repeats the metaphor with annoying consistency to 
emphasize the emotional state of the heroine. 
The above examples show how different modes of thinking 
can be used in the process of characterization. The author's 
skillful manipulation with two different modes of thinking 
hides from the character her true motives and feelings ~nd yet 
reveals them to the reader. 
The writer utilizes different modes of thinking to 
explore in greater depth the subjective nature of human mind 
and experience. For example, in order to incorporate dreams 
into the narrative, Porter imitates through her character the 
processes of autistic thinking. In consequence, Porter's 
dream narratives reveal the free use of a symbol which, in 
turn, visualizes the thinking proces§es of her character and 
brings their re-experiencing. 
Jungian archetypal images of -death, danger, and happiness 
21 
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, _______ constitute a vital part ~---of Porter's dream- narratives. The -
r 
Apocalyptic f·igure of pale stranger on a pale horse symbolizes 
death and conveys Miranda's death-wish which foretells her 
actual ''near death experience.'' The remark about bridges in 
the first dream and the rainbow in the fifth dream develop the 
complex implications of the spiritual journey which Miranda 
undertakes even though she does not mean to. On the symbolic 
level, these images suggest the idea of discovery and change 
while in transition from one spiritual or physical state into 
another. They express Miranda's experience of death which 
brings her momentary physical change and, at the same time, it 
· leaves her irreversibly transformed in spiritual terms. 
As a rule, the archetypal content of the story or 
character is always determined and preserves the same meaning. 
Yet, at the same time, the archetypal story or character can 
be interpreted and understood on different levels and seen in 
several aspects which expand the possible reading of the 
written text and deepen the insight into the character. 
Porter has deliberately chosen the archetypal mode of 
behavior and thinking to constellate emotional and imaginative 
qualities of her heroine in Pale Horse, Pale Rider. The 
archetypal images also imposed certain characteristics on her 
style and the tone of her narrative voice. 
Robert Penn Warren's analysis of Porter's style in Noon 
0 22 
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Wine23 place-s her . both in the -mode of the p
oet J. and t:ge 
dramatist. He compares Porter's masterful 
~andling of 
descriptive detail and her ability to transcend
 ''the very 
ordinariness of the ordinary'' with the power eq
ual to that of 
Chekhov, Frost, Ibsen, or Pound. The s·ame 
qualities are 
revealed by the dream sequence in Pale Horse, Pa
le Rider which 
recounts with poetic intensity, dramatic 
effect, and 
scrupulous realism the transcendental experienc
e of death and 
rebirth. 
Furthermore, Warren touches upon Porter' s fa
scination 
with the legend and myth. And indeed, Porter'
s characters 
seem to live or come to ter1ns with their fam
ily legends ,o,r 
archetypal myths of their age. The- characte
r of Miranda 
presents Porter's most successful exploratio
n of mythical 
aspects of human experience. Miranda's dream seq
uence reveals 
the extensive use of archetypal images and sym
bols. 
The application of Freudian and Jungian theorie
s in the 
analysis of dream imagery in Pale Horse, Pale R
ider strongly 
supports Robert Penn Warren's conclusion that "
Miss Porter's 
bright indicative poetry 
.• is, at long last, a literally 
metaphysical poetry, too" (p.21). The following cha
pters will 
respectively trace the implications of the an
alogy between 
Jung's theories in the psychology of rebirth 
and Porter's 
account of Miranda's transcendental experience
 of death in 
23Robert Penn Warren, ''Irony with a Center," in
 Harold 
Bloom's Modern Critical Views: Katherine Anne
 Porter (New 
York: Chelsea House Publishers, 1986), 7-23. 
23 
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, Pale Horse, Pale -Rider; the d-isoussi-on of the selected ~-~ 
archetypes and archetypal motifs imbedded in the story will 
further elucidate the hidden meanings; and the analysis of 
Miranda's dream ·sequence from a ·. Freudian point of view ·will 
... 
complete the new meanings revealed by the psychoanalytic 
treatment of dreams and Miranda's character in Porter's Pale 
Horse, Pale Rider. 
24 
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~_/~) CHAPTER 1 
THE EXPERIENCE OF REBIRTH 
Birth, life,· death, and rebirth 
belong together; they are totality; 
they represent "primordial pattern 
''which finds its expression in 
symbols either reflecting it as a 
rounded - unity or disclosing it 
as ... "a moment of eternity in time." 
Jolande Jacobi, 
Complex/Archetype/Symbol 
The dream sequence of Miranda in Pale Horse, Pale Rider 
fully explores the painful antinomy of man's clinging to both 
the mortal and immortal worlds. Through the character of 
Miranda, Porter recounts her almost fatal influenza during the 
.. 
epidemic of 1918. Miranda lives through both a clinical and 
spiritual death, of which the pain and torment symbolically 
stand for the sacrifice that must be made before any life form 
can come into being. She undergoes a number of transitions. 
In her illness, she moves back and forth from sleeping to 
waking state; in her dreams, her mind expands from 
unconscious to conscious knowledge; and in the whole story, 
Miranda comes out from one 'phase of life into another. A-11 
these transitions signify a kind of 'rebirth'. 
With Miranda, one witnesses and participates in her 
spiritual and moral· transformation. In terms of Jungian 
25 
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· ~' psychology--· of rebirth, 24 _,Miranda experiene·es natu·r.ai~ 
l, 
·,,transformation which constitutes one of · the most important 
patterns of psychic growth,· the process of individuation. The 
' ~-, 
realization of the totality of the individual's whole psyche, 
J:. 
which ·Jung calls ''Self," is the goal of this process. In the· 
\ . . . h t . th process, man lives out his/her innate uman na ure. Since e 
psychic growth cannot be brought about by a conscious effort 
,J, 
of will power, Jung concludes that it announces itself 
involuntary and naturally in dreams. Yet, the process of 
individuation is real only if the individual is aware of it 
and can consciously make a living connection with it.
25 
The transformation has been often interpreted as a 
prolongation of the natural span of life or as an intimation 
of immortality. Miranda's willing herself to die echoes her 
unconscious need to restore her hope in immortality. She also 
projects her yearning for immortality on her relationship with 
Adam. During one of their walks, Mirand~'s conscious mind 
perceives Adam as "flawless, complete, as the sacrificial lamb 
must be.'' The image of sacrificial 'lamb represents one of the 
most powerful hero archetypes in Christian culture. The 
suggested analogy between Adam and Christ, Lamb of God, 
24For · more information consult the third chapter, 
"Concerning Rebirth," in C.G.Jung's The Archetypes and the-
Collective Unconscious. 2nd edition, trans. R. F. c. Hull. 
(Princeton: Princeton University, _1980), 110-147. The 
following page referen·ces will come from this editi.on. 
25cf. M. -L. von Franz, "The Process of 
C. G. Jung, ed. Man and His Symbols 
Publishing, 1968), 157-254. 
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Individuat·ion," in 
(new York: Delli 
I l I 
introduces the~ theme of ~death and resurrection. Jung traces 
-
the origin of this theme to the following words in I 
·Corinthians XV: 22: ''For as in Adam all die, even so in Christ 
shall all be made alive.'' He further claims that the general 
idea of Christ th~ Redeemer belongs to the world-wide and pre-
Christ theme of the hero and rescuer who, although first 
-
devoured by a monster, miraculously appears again , having 
overcome the monster that has swallowed him. 26 The ~eed for 
hero symbols generally arises when the conscious mind is 
unable to accomplish some task when unaided or without drawing 
on the sources of strength that lie in the unconscious mind. 
In result, the essential function of the heroic myths is the 
development of individual 's ego-consciousness -- his awareness 
of his own strengths and weaknesses -- that will equip him fQr 
tasks with which life confronts him. 
Miranda's third dream elaborates her perception of Adam 
as the Christian symbol "' for the "perpetual death . and 
resurrection." Jung notices that "Christ himself is the 
perfect symbol of the hidden immortal within the mortal 
man'' . 27 In the process of dreaming, Miranda tries to project 
Christ's redeeming powers on herself. She hopes to save Adam 
and give a chance to their love. Her unsuccessful attempt 
prepares her for the future confrontation with the reality of 
26Cf. c. G. Jung, "Approaching the Unconscious, " ibid. , 
1-95. 
2
~ung, The Archetypes and the Collective Unconscious, 
121, cf. "A Psychological Approach to the Dogma of Trinity," 
pars. 226ff. . ., 27 
--- ---------- ·-- Ad am' s death. 
Jung also suggests that the intuition of immortality felt 
during the transformation is connected with the peculiar 
-
nature of the unconscious, · which is non-spatial and non-
temporal . 28 In her dream sequence, Miranda crosses the 
boundaries of time and space. The author uses the symbols and 
A 
images of archetypal power to communicate her character's 
unique experience which represents a purely psychic reality 
beyond sense perception. 
Jung distinguishes two • main groups of • experience 
concerning the psychology of rebirth. One is the experience 
of the transcendence of ,life itself, the other represents the 
subjective transformation of one's own personality. In her 
dreams, Miranda transcends her life through the experience of 
ritual death induced by her strong death-wish. She perceives 
it in the form of ritual,istic sacrifice and resurrection. She 
also has an immediate experience of real death which finds its 
symbolic expression in her fifth dream. 
It is interesting to note the article "Life After Life: 
Katherine Anne ·Porter's Version, 1129 in which Sonia Gernes 
argues that the story of Pale Horse, Pale Rider almost exactly 
reflects the pattern of ''death experiences" described by 
28Ib' d 142 1 • , • 
29Sonia Gernes, "Life After Life: Katherine· Anne Porter's 
Version," Journal of Popular Culture 14 (Spring 1981): 669-
675. 
28 
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Raymond A. Moody Jr. in his .study Life After Life. 30 Miranda 
actually experiences eight out of fifteen ''st~ges'' or facets 
that Moody discerns in the human experience of dying. She 
go~s through an equivalent of Moody's. ''dark tunnel'': 
Silenced she sank easily through deeps 
under deeps of darkness until she lay 
like a stone at the farthest bottom of 
life. 
(p. 310) 31 
Moody's descript·ion of ''the being of light" is recalled when 
Miranda feels reduced to ''a minute fiercely burning particle 
of being'' 
unwinking 
which is further transformed 1 
angry point of light." Her 
into ''the hard 
• • experience 1S 
accompanied by a deep sense of peace, quiet, and a peculiar 
lucidity. Then, she sees the clear landscape ~f paradise and 
--) 
meets the other beings who according to Moody are supposed to 
ease her transition into death. Her ecstatic visit to 
paradise is terminated with the common theme of "something 
unfinished" mentioned by most of Moody's informants. Physical 
pain, emotional distress and depression accompany her return 
to the world of the living . 
. , . 
Transformation of one's own personality constitutes the 
30Life After Life, 2nd ed. (1975: rpt. New York: Bantam 
Books, 1976). 
31All page numbers refer to The Collected - Stories of 
Katherine Anne Porter (New York: Harcourt Brace Jovanovich, 
Publishers, 1979). 
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second group of experiences distinguished by Jung in the 
psychology of rebirth. The experience is usually accompanied 
by the phenomena such as diminution of personality, which Jung 
... _calls~. abaissement du .. ni veau mental 1 . the instances of longing .. 
for enlargement of personality, and the complex process of 
natural transformation (individuation). Miranda's dream 
sequence illustrates these experiences in detail. 
Known as ''loss of soul'' in primitive psychology, 
diminution of personality is ''a slackening of the tensity of 
consciousness.··. felt subjectively as listlessness, moroseness, 
' 
and depression. •• 32 Miranda unwillingly wakes up from her 
first dream. She feels tired, has ''a burning slow headache'' 
the origin of which she traces to the war. Her thoughts 
revolve around unpleasant memories of the Liberty Bond men's 
visit, their threat; her nervousness and fear; her disgust 
with their forced and fake patriotism; and the miserable 
embarrassment she feels at the idiocy of her charitable errand· 
to the wounded soldiers. Examination of Miranda's thoughts 
and emotions points to the slow disintegration of her 
personality. Miranda cannot maintain her carefully protected 
integrity under the pressure of her responsibilities to the 
war effort, the war wounded and dead, and the hopelessness of 
her love for Adam. 
Jung identifies the abaissement du niveau mental as a 
32Jung, The Archetypes and the Collective Unconscious, 
119. 
30 
;· 
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result of mental and physica·l fatigue. Dimi
nution of 
' 
Miranda's personality is· due to the ambivalen
ce of war she 
experiences torn by · her v.iolent emotions to
ward Adam and 
exhausted by "her phys.ical illness. Jung also 
says that ''the 
abaissement always has a restrictive / influ
ence on the 
personality as a whole •.• [and in the extreme case] it ma
y lead 
to the development of an essentially negativ
e personality, 
which means that a falsification of the origi
nal personality 
has supervened. 1133 In her fourth dream, Mirand
a reaches into 
the dark depths of her negative personality. I
ronically, she 
portrays Dr. Hildesheim as the embodiment of e
vil: 
Across the field came Dr. Hildesheim, his 
face a skull beneath his German helmet, 
carrying a na·ked infant writhing on the 
point of his bayonet, and a huge stone 
pot marked Poison in Gothic letters. (p. 309) 
With her wolf-like howling accusations, she tr
ies to exorcise 
the evil he represents: ''Hildesheim is a Boche
, a spy, a Hun, 
kill him, kill him before he kills you." The c
hoice of words 
and images exactly reflects the anti-German pr
opaganda which 
Miranda so detested and criticized when consci
ous. 
In Jungian terms, Miranda's fourth dream can 
be called 
''the realization of the shadow.,,, In her dream, 
Dr. Hildesheim 
represents that part of ·her unconscious person
ality which Jung 
33Jung, "Concerning Rebirth," 120. 
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identifies as a shadow. 
}, . 
He 1S a personification of the 
. 
f 
opposite side of her ego and embodies the qualities which she 
rejected when • conscious. Through her dream, !Miranda's 
unconscious demands recognition of her shadow which·contains 
the destructive yet vital forces that, according to Jung, 
ought to be assimilated into her actual experience and not 
repressed. 
Besides the realization of the shadow, which represents 
the negative and diminutive aspect of subjective 
transformation, the enlargement of one's personality •
 is 
another experience that Jung characterizes in his psychology 
of rebirt.h. Miranda's third dream reveals her longing for the 
enlargement op her personality by means of assuming the role 
of Adam's savior. Her dream situation is foreshadowed by her 
conscious reflection that she shares with Adam: ''I am in pain 
all over, and you are in such danger as I can't bear to think 
about, and why can we not save each other?'' (p. 296). In the 
process of dreaming, Mira·nda recognizes Adam as the embodiment 
of the sacrificial lamb which Christian culture identifies 
with its a~Qhetypal hero, Jesus Christ. The archetype of 
Christ as a sacrificial lamb includes the concept of perpetual 
sacrifice and resurrection. Unconsciously, Miranda realizes 
that Adam is capable of encompassing only the sacrificial 
dimension of Christ's archetype. Her collective 
unconsciousness suggests to her the possibility of assuming 
• 1S incapable of the role of archetypal hero that Adam 
32 
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• fulfilling. In her dream, Miranda wants to sacrifice herself 
for Adam and, at the same time, to,grant immortality to both 
of them. She becomes invulnerable to the arrows which strike 
her cleanly through the heart. Yet she lacks t!he redeeming 
power of the archetypal hero which would let her protect Adam 
from death and, in consequence, lead her to transcend the 
reality of war. In fact, she ironically becomes the messenger 
of death for Adam who, without her intervention between him 
and the flying arrows, seems immune to death. Consequently, 
Miranda fails to achieve the sense of boon and renewal 
inherent to the function of mythic archetypes. Even though 
the whole third dream is an archetypal image, it does not 
involve the archetypal procedure that would transform Miranda 
into a redeemed person. Miranda ' s third dream and her 
experience of it realize the archetype only in a psychological 
sense, and not in its mythic and literary dimension. 
Miranda's final dream reveals certain· aspects of the 
natural transformation ( individuation) which I previously 
identified as a form of subjective transformation in Jung's 
psychology of rebirth. The dream deals with Miranda's ''near 
death experience'' in which she confronts two polar potentials 
existing in every human being, the redeeming one and the 
destroying. They represent two extremes of human experience 
which she cannot attain: her conscious will to sacrifice 
herself dying and her instinctive will to live, both of which 
' 
reflect Nature's dual demand of death and rebirth ( life) • 
33 
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According to Jung's pui:ely psychological exp
lanation, 
such powerful conflict within the Self
34 ''may give rise to 
truth and meaning -- but only if the ego is willin
g to grant 
the other its rightful personality. ••
35 Al though Miranda • s 
whole conscious being longs for . death, in 
a dream, her 
unconscious mind recognizes and accepts her wi
ll to live thus 
granting the psychological wholeness to her Se
lf. At the end 
of the story, Miranda seems destroyed by her ex
perience. The 
loss of Adam is her private tragedy. To cover
 her confusion 
and move on from her ·experience, she seeks 
a mask and a 
costume: 
''One lipstick, medium, one ounce flask of 
Bois d 'Hi ver perfume, one pair of gray 
suede gauntlets without straps, two pairs 
gray sheer stockings without clocks ..• 
• . . One walking stick of silvery wood with 
a silver knob.'' ... ''A jar of cold cream.'' (p. 316) 
i;" 
Her preference for the colors grey and '·sil
ver, which is 
shining grey, suggests her involuntary accep
tance of union 
z 
between life and death symbolized by the mixing
 of white and 
black colors. On the other hand, her insisten
ce on having 
things "without" something illustrates her d
ifficulty with 
' 
~ .. ) 
34In The Archetypes and the Collective Unconscio
us, Jung 
defines Self as "a psychic totality and at the
 same time a 
center, neither of which c.oincides with the eg
o but includes 
it, just as a larger circle encloses a smaller one'' (p. 142).
 
35Jung, The Archetypes and the Collective Uncons
cious, 
132. 
34 
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accepting the wholeness of the objects which extends into her 
perception of physical and mental phenomena at the moment. 
The story is open-ended and ambiguous. The color grey 
suggests whol~ness and blending of life and death, while the 
concept of ''.:wj.thout" separates Miranda's experience of life 
from that of death. In The Archetypes and the Collective 
Unconscious, Jung distinguished five forms of rebirth: 
metempsychosis; 
(renovatio); 
transformation. 
and 
reincarnation; 
participation 
resurrection; rebirth 
process of • in the 
The coincidence between the five forms of 
rebirth and Miranda's five dreams leads me to consider the 
possible analogies. Thus the opening dream of Miranda seems 
to deal with.metempsychosis in which one's life is prolonged 
under different bodily existences which, however, do not 
guarantee the continuity of one's personality. According to 
A Diction?trY of Symbols, a stranger stands for "the 
possib.ility of unseen change, for the future made present, or 
for mutation in general. 36 Thus the Stranger from Miranda's 
dream may embody the concept of transmigration of souls she so 
'· 
readily follows at the beginning. Such interpretation does not 
exclude the biblical symbolism of the Stranger as an 
apocalyptic Pale Rider that stands for death and pestilence. 
On the contrary, it complements the biblical symbolism with 
the concept of bodily death but perpetuation of the soul. Yet 
~J.E.Cirlot, A Dictionary of Symbols, trans. Jack Sage 
(New York: Philosophical Library, 1962), 301. 
35 
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in her dream, without ·any-particular reason, Miranda suddenly 
refuses to follow the Stranger. In this way, she rejects both 
death and the possibility of metempsychosis. 
According to Ju)ng, · reincarnation means rebirth in a human 
body and requires necessarily the continuity of personality. 
Miranda's experience in her second dream suggests that she 
experiences this particular form of rebirth. In her dream, 
she leaves her body. With surprise, she watches herself from 
her pillow and gaily waves to herself in bed from the ship 
which takes her away. The fact that she is able to lean on 
the rail of the ship and wave suggests that Miranda still 
inhabits a human body and her personality stays unchanged. 
Resurrection is the third form of rebirth distinguished 
by Jung. As a re-establishment of human existence after 
death, resurrection introduces the element of change, 
transmutation, or.transformation of one's being. There are 
two kinds of change possible: the essential one that changes 
different being; • in a resurrected being and the the 
nonessential one that alters only the general conditions of 
one's existence. Wishing to save Adam and herself, Miranda 
aims at nonessential change for both of them; however, she is 
able to achieve it only for herself while Adam is subject to 
the essential change. 
The fourth and the fifth dreams refer to Jung's 
definition of rebirth (renovatio) in the strict sense. 
I 
Through death Miranda experiences rebirth within the span of 
, 36 " 
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her individual life. Again, Jung explains that the rebirth 
can me·an essential or nonessential transformation. In 
nonessential rebirth, the essential nature of personality is 
not changed, only its functions or its parts are subjected to 
, 
healing, strengthening, or improvement. The essential rebirth 
' implies the change of the individual's essential nature which 
may mean the transformation of a mortal into an immortal 
being, of a corporeal into a spiritual being, and of a human 
into a di vine being. Miranda's ''near death experience'' brings 
about both changes. In a sense, her "essential nature'' and 
love for Adam are not changed. Yet after Adam's death and her 
. .f ''near death experience'' in influenza, she is incapable of 
being the same person as she used to be. She anticipates her 
acceptance of Adam's death and prepares herself to face the 
world of the living without her love and with the experiential 
knowledge of death. 
The hospital -context __ q_t Miranda's last dream suggests the 
experience of indirect rebirth which Jung defined as 
participation in the process of transformation that takes 
place outside of the individual and often- reveals a 
ritualistic and symbolic form. Dr. Hildesheim and Miss 
Tanner, who perform different medical treatments to cure 
Miranda, become the masters of this particular rite of 
transformation. At the critical moment, Dr. Hildesheim orders 
Miss Tanner to give Miranda an injection. In her methodical 
expert way, the nurse fills a hypodermic needle and plucks 
37 
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Miranda's arm firmly. Fighting against life, Miranda sees the 
doctor and nurse look at . each other ''with the glance of 
initiates at a mystery'' (p. 312). 
. ' . ' Against her will, through 
mere participation in the medical . 'rite' , Miranda is initiated. 
( 
back into life. I ' ) 
Miranda's dream sequence provides· a rich material for the · 
psychoanalysis of the heroine's character and her individual 
life conditions. Besides the particular focus on the 
character of Miranda, the dreams yield a more general account 
of the universally human experience of death and rebirth. ) 
Many religions and philosophies have explored the mystery of 
death and rebirth as the essence of human existence in the 
uni verse. Porter, however, projects these h\1man · experiences 
with particular emotional intensity and psychological truth. 
In Miranda's dream sequence in Pale Horse, Pale Rider, Porter 
draws on the wealth of the literary as well as psychological 
archetypes both to communicate and explore the depths of human 
individual and collective unconscious. Only using Jungian 
psychology and dream interpretation one can come to a more 
comprehensive understanding of Porter's work. 
38 
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CHAPTER 2 
ARCHETYPES AND SYMBOLS 
,; 
By the concept of collective unconscious, Jung understood 
the collective thought patterns of the human mind which, like 
the instincts, are innate and inherited. He called them 
~ 
archetypes and defined them as ''pieces of life itself --
images that are integrally connected to the living individual 
by the bridge of the emotions'' (p. 87) • 37 He also 
recognized that the archetypes have ~heir own initiative and 
their own specific energy which creates myths, religions, and 
philosophies that influence and characterize whole nations and 
epochs of history. 38 As the unconscious precondition of 
every human life, archetypes infiltrate the symbolic 
expression of dreams. They become fundamental in the psyche's 
struggle to reconcile the physical and psychological spheres 
of human experience, and the quantitative and qualitative 
aspects of reality. Thus the archetypal images and symbols 
found in dreams represent the natural attempts to reconcile 
37 c. G. Jung, 11 Approaching the Unconscious, 11 in c. G. Jung, 
ed., Man and His Symbols (New York: Dell Publishing, 1968), 1-
94. 
38Ibid., 67-68. 
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and reunite the opposites within the psyche. In dreams, 
however, they primarily serve the development by the ego of 
the ''right'' inner attitude toward the Self rather than its 
adaptation to the outer reality. 
The sequence of dreams in Pale Horse, Pale Rider, reveals 
the archetypal images of death and rebirth, processes of 
transformation and individuation, symbols of Self and the 
sacred 'center', of the unconscious and eternity. According 
to Jung, despite their transcendental and symbolic 
connotations, most of a dream's central images can be traced 
to the recent thoughts and experiences of the dreamer. 
Miranda's memories of her only trip with Adam to the mountains 
provide the physical representation for her painful yet 
profound experience of return to reality at the end of her 
fifth dream. During the daytime, ~he remembers how they ''had 
climbed . a stony trail, and had come out on a ledge upon a flat 
stone, where they sat and watched the lights change on a 
valley landscape that was .... quite apocryphal" (p. 285) • 39 
In her dream, Miranda describes her painful return to the 
physical reality in a backwards order of her daytime trip. 
First the valley landscape disappears and then she climbs a 
stony trail: 
At once as if a curtain had fallen, the 
39All the following page numbers refer to Pale Horse, Pale 
Rider, in The Collected stories Q.f Katherine Anne Porter (New 
York: Harcourt Brace Jovanovich,~' Publishers, 197.9), 269-317. 
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I • 
b~ight landscape faded, she was alone in 
a strange stony place of bitter cold, 
picking her way along a steep path of 
slippery snow. 
(p. 312) 
' 
{ 
\ 
\ 
The strangeness and bitter coldness of the· dangerously 
slippery and steep path reveal how the original appearance is 
modified by Miranda's fear and anticipated rejection of Adam's 
death. 
In her sleep, Miranda also looks for shelter from the 
oppressive presence of war. Yet, the reality of war invades 
her dreams. The word ''war'' wakes her up from the first and 
second dreams. The ·anti-German propaganda images of vile Huns 
and ''innocent babes hoisted on Boche bayonets'' (p. 293) 
penetrate Miranda's fourth dream. In her dream, she 
subversively evokes the image of Dr. Hildesheim in order to 
,1 
thwart his attempts to keep her alive. The bayonet embodies 
for both Miranda and Adam the unnecessary at.rocities and 
hatred generated among people by the First World War. 
Awake, Miranda knows how to handle the political and 
social implications of the War. She actively participates in 
·,.__, ~ 
_J 
the Red Cross events and embarks on many charity erra.rds. 
Yet, her mind struggles with war's moral and psychological 
implications: 
''Adam,'' she said, "the worst 
the fear and suspicion and 
expression in all the 
41 
of war is 
the ,awful 
eyes you 
I I I 
I -
meet ••• It's the skulking about, and the 
lying. It's what war does to the mind 
and the heart, Adam, and you can't 
separate these two -- . what it does to 
them is worse than what it can .do to the 
body. 
(p. 294) 
Only through her dreams is Miranda able to deal with the 
psychological and spiritual implications of losing Adam as an 
immediate effect of the War. The dreams teach her to accept, 
and actually to live out Adam's early observation that if 
anything happens to the poor old human body, it is just out of 
luck, when the mind and the heart sometimes get another 
chance. 
The third dream reveals another important connection 
between Miranda's day thoughts and the imagery of her dreams. 
Thinking of Adam, Miranda perceives him to be ''pure ••• , all the 
way through, flawless, complete, as the sacrific·ial la1ub--must 
be" (p. 295). In day reality, she consciously mocks such a 
thought: 
The sacrificial lamb strode along 
casually, accommodating his long pace to 
hers, keeping her on the inside of the 
walk in the good American style, helping 
her across street corners as ~f she were 
a cripple -- ''I hope we don't come to a 
mud puddle,. he' 11 carry me over it" --
giving· off whiffs of tobacco smoke, a 
manly smell of scentless soap, freshly 
cleaned leather and freshly washed skin, 
breathing through his nose and carrying 
his chest easily. 
(p. 295) 
42 
. l 
In her dream, however, Miranda attempts to protect Adam and 
offers herself as a sacrificial lamb instead. . · It is her 
unconscious answer to her conscious concerns and questions: -"I 
am in pain all over, and you are in such danger as I can't bear 
to think about, and why can we not save each other?'' (p. 296). 
Through her dream, she transcends her conscious helplessness 
.fl 
and hopelessness that she feels about the possibility of her 
love for Adam. 
Miranda's sequence of dreams represents the consistent 
relation between reality and her dreams which complement each 
other in the task of communicating the psychological wholeness 
of her Self. As a dream sequence, it also yields to a more 
complete psychoanalysis that can reveal hidden facets of 
Miranda's character. Miranda's opening dream already contains 
a significant information about the heroine's mental state. 
Jolande Jacobi notes that Jung assigned great importance to the 
. . ------ - ·-- -
initial dream in any sequence. He claimed that a dream's 
anticipatory value provides the perspective for the analysis 
and the insight into the dreamer's psychic conflicts (p. 
329). 40 Upon the application of Jung's theory, one sees that 
Miranda's first dream introduces the central themes and 
symbolic motifs that dominate the imag.ery of her whole dream 
sequence. The most powerful are themes of journey and death. 
40Jolande Jacobi, ''Symbols in an Individual Analysis,'' in 
c. G. Jung, ed. , Man and His Symbols (New York: Dell Publishing, 
1968), 323-375. 
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' 
The theme of journey is one of the commonest d_ream symbols 
that expresses transcendental release from death. In ''Ancient· 
Myths and Modern Man,'' Joseph L. Henderson explains the 
9 
thematic significance of the lonely journey or pilgrimage: 
One of the commonest dream symbols for 
this type of release through transcendence 
is the theme of the lonely journey or 
pilgrimage, which somehow seems to be a 
spiritual pilgrimage on which the initiate 
becomes acquainted with the nature of 
death. But this is not death as a last 
judgement or other initiatory trial of 
strength: it is a journey of re 1 ease, 
renunciation·, and atonement, presided over 
and fostered by some spirit of compassion. (p. 147-150) 41 
In her first dream, Miranda sets off on a horseback 
journey with the Stranger who is a biblical representation of 
a death figure. Although this is the journey Miranda does not 
mean to take and she finally lets the Strang-er ride on without 
her, each of the following dreams will represent consecutive 
stages in her journey towards death. Numerous references to 
different means of transportation emphasize the central journey 
motif. In the second dream, there is the ship on a broad 
tranquil river sailing away into the jungle1 the third dream ' 
finds Miranda and Adam on their path through the leaves of an 
angry dangerous wood; the fourth dream describes the road to 
41 c.G.Jung, ed., Men and His . Symbols (New York: Dell 
Publishing, 1968), 95-156. 
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death; and the fifth dream, which is a resolution of her 
journey, shows Miranda transcending death: 
,, 
She rose from her narrow ledge and ran 
lightly through the tall portals of the 
great- bow that arched in its splendor over 
the burning blue of the sea and the cool 
green of the meadow on either 
hand •••• Miranda, alone too, questioning 
nothing, desiring nothing, in the quietude 
of her ecstasy, stayed where she was, eyes 
fixed on the overwhelming deep sky where 
it was always morning. 
(p. 311) 
• 
At the end of her dream, Miranda comes back to life. In 
physical pain, she picks her way back to the world of the 
living, ''along a steep path of slippery snow'' (p. 312). 
In the story, the three funeral processions punctuate 
Miranda and Adam's walk during the day. As a variation on the 
journey motif (p. 154) , 42 they become translated into 
Miranda's dream imagery. They reinforce the connection between 
the physical reality of war and Miranda's psychological state. 
According to Jung, journeying expresses the desire for 
discovery and change as well as a quest. Dreaming itself may 
be equated with travelling. Thus, in her dreams, Miranda is 
seeking the truth about herself, her capacity to love and to 
die. She intuitively understands the need to establish life 
through love as a way of confronting and even transcending 
42Darlene Harbour Unrue, Truth and Vision in Katherine 
Anne Porter's Fiction (Athens: The University of Georgia Press, 
1985) ·• 
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death. Porter also passes to Miranda her belief that peopl
e 
''are born knowing death'' (p. 474) • 43 
In Jungian terms, Miranda's journey also implies a state 
of transition and ·a possible transformation. In the firs
t 
dream, she chooses to ride Graylie because he is not afraid o
f 
bridges. J.E. Cirlot notes in A Dictionary of Symbols that
, 
in numerous cultures, the bridge symbolizes the link betwee
n 
what can be perceived ·and what is beyond perception. Th
e 
bridge is a natural symbol of a transition from one state to
 
another -- of change or the desire for change.« The black
, 
weathered gangplank which connects Miranda's bed with the shi
p 
in the second dream as well as the rainbow over the paradis
e 
landscape from the fifth dream represent the variations of th
e 
bridge symbolism. She crosses each and thus visits the othe
r 
existence, 
• unconscious respectively her mind realm of 
symbolized by the jungle and water in her second dream, and the 
world of the dead which she perceives in her fifth dream. 
Miranda's choice of a horse also may be significant to the 
symbolism of transition and transformation. Miranda choose
s 
Graylie because he is not afraid of bridges. Yet, m
ore 
importantly, Porter's selection of a horse for Miranda
's 
journey al1o¥S -~he image of dream to have dual effect. Graylie 
is juxtaposed with the pale horse of the Stranger and as such 
43K.A.Porter, The Collected Essays and Occasional Writings 
of Katherine Anne Porter (New York: A Delta Book, 1973). 
44J.E~Cirlot, A Dictionary of Symbols, trans. Jack Sage 
(New York: Philosophical Library, 19~2), s.v. ''Bridge.'' 
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,, completes the image tension between life and death. Generally, 
the horse stands for intense desires and· instincts and the 
concept of intuition is always attributed· to him. Miranda's 
strong drive away from home and life towards death is intuitive 
and suggests the transition from one realm to another. Yet, 
the grey color of the horse implies that her transition will 
involve the unification of life and death as respectively 
represented in horse-symbolism by white and black horses. 45 
In her dreams, Miranda seeks the knowledge which would 
transcend her limited perceptions of only life or death in her 
waking reality. 
In the context of Jungian thought, Miranda's dreams abound 
' 
in the complex symbolism of the Self, the •mystic center', and 
,, 
rebirth. Rocks and stones as well as mountains are the symbols 
of being, of cohesion, and harmonious reconciliation with self. 
Their permanence, solidity, and integrity stand antithetic to 
death and decay. They emphasize the sense of unity and 
strength. 46 • in ''The Process of M.-L. von Franz, 
Individuation, 1147 argues that 
the stone symbolizes mere existence at the 
farthest remove from the emotions, 
feelings, fantasies, and discursive 
thinking of ego-consciousness ...• [it also] 
45Ibid. , s. v. ''Horse. '' 
46Ibid., s.v. ''Rock" and ''Stone.'' 
47 · c.G.Jung, ed. Man and His Symbols (New York: Dell 
Publishing, 1968), 157-254. 
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symbolizes what is perhaps the simplest 
and deepest experience -- the experience 
of something eternal that man can have in 
those.moments when he feels immortal and 
unalterable. ~ 
(p. 224) 
Miranda seems to long for the experience of such totality. For 
example, in her second dream, she wishes to be in the 
mountains, the image of which she evokes from· her real life 
experience. In the fifth dream, she finds herself on the 
narrow ledge over a bottomless pit, with her shoulders against 
a reassuring wall of granite. The form of the granite ledge 
suggests the rock caves which are believed to symbolize the 
( 
mysterious places where transformation and rebirth can come 
about. 
Similarly, in the fourth dream, Miranda pictures the well 
on her father's farm. Generally, the well symbolizes the soul 
and • l.S an attribute. of things feminine. In: Christian . 
symbolism, it is associated with the concept of life as 
pilgrimage, and signifies salvation. 48 Here, the water in the 
well is violated by the dead infant and the poison dropped by 
Dr. Hildesheim. In her dream, Miranda perceives the life-
saving Dr. Hildesheim as a killer. Such distortion results 
from the conflict between her death~wish and intuitive will to 
live, none of which she can control at this point. Miranda's 
dream suggests that her death-wish has penetrated the depths 
48cirlot, A Dictionary of Symbols, s. v. ''Well.'' 
48 
, 
of her being. 
In Jungian psychology, the heart is connE:lcted· ·with· the 
representations of the •mystic center.' Already the Egyptians 
regarded it as the center indispens~ble to human body in· 
eternity. The heart was the only part of the vis~era that they 
left in the mummy. The image of heart appears· in two of 
Miranda's dreams. In the first dream, her heart is ''a stone 
lying upon her breast outside of her. 11 In the third dream, the 
arrow which kills Adam first strikes cleanly through her heart. 
The heart-symbolism is closely related to the love-
symbolism, for to love means to experience a force which urges 
the lover towards a given center. 49 In this context, 
Miranda I s dream references to her heart mark the dramatic shift 
from the oppressive and painful isolation she feels in the 
opening dream, to the violent involvement and restoring of the 
-
contact with her Self she finds t:hrough·her 1-ove-f-or- Adam. -.. In 
spite of the undeniable sexual and fertile connotations of the 
arrow image,· Miranda's heart when pierced with an arrow 
symbolizes 'conjunction' . so In Jungian psychology, 
'conjunction' signifies the synthesis of the feminine and 
' 
.... ,:.J ~" 
mascu.iine ·beings achieved within the psyche of one individual. 
It springs from the profound yearning for the absolute unity 
of the particularized and the separate and it represents the 
49Ibid. , s. v. ''Heart." 
50Ibid. s. v. ''Arrow. 11 
-- I 
---
-
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. ' 
only possibility of supreme peace and rest. 51 
Populairizing Jung's theories in ''Symbols in an Indiv-idual 
I 
Analysis, •• 52 Jolande Jaco.bi explains that 
when a voice is heard in a dream it is a 
most meaningful occurrence. Dr. Jung 
identified the appearance of a voice in 
dreams with an intervention of the Self. 
It stands for a knowledge that has its 
roots in the collective fundamentals of 
the psyche. What the voice says cannot be 
disputed. 
(p. 338) 
Miranda hears different voices speaking throughout her dream 
sequence. In the opening and closing dreams, she talks to 
herself. Her interior monologue is an attempt of her conscious 
mind to communicate with the unconscious. She asks questions 
and answers them, makes decisions concerning the choice of 
horse which will take her on the journey towards deatn, and 
searches for the dead in paradise. 
. -- ----- - - . .. . . - -- -
Her questions lead to her 
decisions. 
In the second dream, the split between her body and soul 
is accompanied by ''the shattering scream and the hoarse bellow 
of voices all crying together, rolling and colliding above her 
like ragged storm-clouds" (p. 299). These voices come from the 
jungle which symbolically represents Miranda's unconscious 
51 Ibid., s.v. ''Conjunction.'' 
52c. G. Jung, Man and 
Publishing, 1968), 325-374. 
• His 
50 
Symbols (New York: Dell 
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mind. They dramatize the implications of two words, '~danger•• 
I 
and ••war'', which arise from the jungle noises at the end of the 
dream. The war has deeply penetrated Miranda's mind. 
The appearance of the voice in· the third and. fourth dreams 
deals with the sense of guilt Miranda feels when faced with the 
War's demands on her life and on the love sacrifice of the 
, e , e I young men. Deeply in her consciousness, Miranda blames herself 
for the weaknesses of mankind that has allowed the War to 
happen. Her inner conflict is expressed by the image of the 
wood that ''whistled and sang and shouted, every branch and leaf 
and blade of grass had its own terrible accusing voice" (p. 
305). Universal guilt overwhelms her. It would seem that in 
the fourth dream she tries to shift the responsibility of the 
War on Dr. Hildesheim. She accuses him of being the killer and 
a spy yet she still feels guilty. 
The voices heard in the second, third, and fourth dreams 
represent an intervention of Miranda's Self which tries to 
communicate with • conscious collective mind • her Her 
unconscious triggers in Miranda the feeling of responsibility 
for the horrors of war. on the other hand, her individual 
unconscious recognizes her as a victim. The ambivalence of her 
inner and outer conditions culminates in her willing herself 
" ,. 
'' 
. ·.:~ 
to die. At the same time when her physical death is prevented 
by Dr. Hildesheim and Miss Tanner, her instinctive will to live 
is activated by the unconscious mind which protects her from 
self-destruction. 
51 
. .~-
" The identification of the central archetypal motifs and 
images"helps to explain the a'larming degree of dissociation and 
psychological confusion reached by Miranda's character under 
,·. 
the war conditions. Applying Jung's theories, one can trace 
how the collective images in Miranda's dreams restore her inner 
balance. Consequently, the reader comes to a more profound 
,understanding of Miranda's complex character and the reading 
of Porter's story, Pale Horse, Pale Rider, is enriched. 
52 
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CHAPTER 3 
DREAMS AS WISH-FULFILLMENTS 
Miranda's dreams in Pale Horse, Pale Rider reveal 
p~ofound truths when analyzed from both Jungian and Freudian 
perspectives. When approached from the point of view offered 
by Freud's mature, genetic theory of dreams, they seem to open 
the realms of human deepest desires and wishes. Their 
analysis proves two major claims raised by Freud's theory, one 
''that every dream is an attempt to fulfill a wish, even 
nightmares and anxiety dreams''; and the other ''that every 
dream represents a wish-fulfillment dating from early 
childhood, as well as a wish-fulfillment from current mental 
life. •• 53 Porter's insightful presentation of Miranda's 
thoughts and every-day experiences provides the information 
necessary to interpret her dreams in Freudian context. The 
narrator of the story is able to move into the heroine's mind 
at will and, at the same time, to preserve the omnisciently 
factual description of exterior reality under the conditions 
of the First World War. Necessary to Freudian analysis, 
53Frank J. Sulloway, Freud, Biologist of the Mind: 
the Psychoanalytic Legend. (New York: Basic Books, 
1979), 329. 
53 
Beyond 
Inc., 
• 
i 
information about Miranda's childhood experiences·is provided 
in Porter's another ''Miranda story•• entitled Old Mortality. It 
aids the interpretation of the opening. dream and the 
identi·fication of the central death theme which runs through 
all the dreams. Miranda's attempt to explain her third dream, 
''There was something about an old~fashioned valentine. There 
were two hearts carved on a tree, pierced by the same 
arrow, 1154 supplies the dreamer's associatio~ material that 
completes dream-interpretation from Freudian point of view. 
In addition, both the observations and experiences of the 
' 
heroine are narrated in the form which is united by the 
principle of association characteristic in the dream 
narratives. The free associations are controlled first by the 
central wish of the dreamer and second by the writer's search 
for·the truthful expression of that wish. 
In some way, each of Miranda's five dreams deals with the 
life/death dichotomy identified by Freud as the Eros and 
Thanatos conflict. Upon closer analysis of the dreams, these 
conflicting forces appear the most important aspects of human 
destiny that determine the complete life-cycle. Miranda is 
torn between these two opposites. It would seem that through 
her dreams she attempts to find a solution to her most inner 
conflict. 
Besides offering an opportunity to fulfill infantile and 
54K. A. Porter, The Collected Stories of Katherine Anne 
Porter. (New York: A Harvest/HBJ Book, 1979), 305 • 
54 
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unconscious wishes, Miranda• s dreams perform certain fun
ctions 
• • • 
• 
vital to the preservation of the balanced psyche. D
reams 
present the mind's way of processing information and or
dering 
its • own experience. They are concerned with mast
ering 
disturbing experiences like her ambivalence towar·ds th
e War 
and her conflicting life/death instincts. 
dreams attempt to solve these problems. 
Sometimes, her 
Incorporating Miranda's dreams into the structure of th
e 
story serves Porter's need to seek what Anthony Storr
 calls 
~-
''order in complexity, and unity in diversity. 
1155 Dreams 
translate the most inner unconscious thoughts and em
otions 
into images and words comprehensible by the conscious
 mind, 
and thus they become communicable to other people. One
's wide 
range of e·xperiences (i.e. birth, childhood, love, death) as 
symbolized in Miranda's dreams also embraces many aspe
cts of 
man's life-cycle. An analysis of Miranda's dreams co
nfirms· 
Charles Rycroft' s observation that human beings are
 more 
preoccupied than they mostly realize with the conditio
ns of 
their biological existence and destiny.
56 
The metaphoric form of dreams contributes to the powerfu
l 
lyricism of Porter's ''poetic style.'' The mythical as 
well as 
sensory images are created by means of the primary pro
cesses 
55Anthony Storr, "Psychoanalysis and Creativity,'' 
Peregrina Harden, ed. Freud and the Humanities. (New York: 
Martin's Press, 1985), 38-58. 53. 
• in 
St. 
56Charles Rycroft,. ''Symbolism, Imagination and Biological
 
Destiny,'' in Horden, Freud and the Humanities, 26-38. 3
6. 
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of condensation, displacement and symbolization characteristic 
in dream .• Ye·t, Porter' s dream ·narratives preserve the 
rational and intelligible exterior structure of her realistic 
narratives. Each dream has a linear plot and relates its 
events in terms of realistically detailed and highly poetic 
. . 
• images. For example, when in the third dream the arrow 
strikes through Miranda's heart and kills Adam, the 
surrounding wood whistles, • sings, and shouts: its every 
branch, leaf, and blade of grass speak in terrible accusing 
• voices. In the fifth dream, Porter evokes the paradi·se 
landscape through the precise gradation of colors, the burning 
blue of the sea and the cool green of the meadow, all freshly 
washed and glistening with transparencies of blue. In 
consequence of such descriptions, the ephemeral emotions and 
perceptions of the dreamer's inner mind become visqeral to the . 
reader. 
The story opens early in the morning, at the exceptional 
moment when a new day awakens and still sleeping people start 
dreaming. In her sleep, Miranda registers various sensory 
stimuli: the strangeness of her bed and room which she had 
known somewhere; her heart feels like a stone lying on her 
breast; her pulse is lagging and pausing. According to 
Freud's theories, sensory stimuli are somatic sources of 
dreams. The strong wish to leave her family house ''snoring in 
its sleep'', where ''things have a will of their own •.. and,hide 
where they will''. (p. 269), is expressed through a series of 
56 
questions and spontaneous reflections. ''Her disturbed and 
seething mind'' strives to break away from the· legendary .Past· 
of her family and disentangle her from ''the bonds that· 
smothered· her in love and hatred. ·~ 57 This wish which dates 
from her childhood craves fulfillment and becomes the central 
motivating power of her dream about the St~anger. 
A lot of questions characterize Miranda's dramatic inner 
monologue. Miranda recollects selected persons and pets from 
her childhood: ''her grandfather, her great-aunt, her five 
times removed • cousin, her decrepit hound and her silver 
kitten'' (p. 270). She also refers to all of them in the past 
tense and thus confirms that they must be dead. Her memories 
of their welcome relationship with the Stranger further 
elaborate the idea of death. Her dream provides a vivid 
description of the Stranger, ''straight and elegant in dark 
shabby garments that flapped upon his bones '' .......... I- who • l.S 
identified as a symbolic death figure. "The stare of mindless 
malice, without meaning, and a smile in an evil trance'' 
enhance his devilish and ominous quality. The story's title 
and the old spiritual song recalled by Adam and Miranda, 
identify the Stranger with the fourth horseman of the 
Apocalypse, who is the ·embodiment of death and pestilence: 
When ne opened the fourth seal, I heard 
the voice of the fourth living creature 
57Porter, ''Old Mortality," in The Collected Stories of 
Katherine Anne Porter, 173-221. 220-221. 
57 
\ 
:, , 
say, ''Come!'' And I saw, -and behold, a 
pale horse, and its rider's name was 
Death, and Hades followed him; and .they 
were given power over a fourth of. the 
earth, to kill with sword and with famine 
and with pestilence and by wild beasts of 
the earth. 
(Revelation, 6. 7-9) 58 
The Stranger together with the people and pets. from her 
childhood create the composite image of death. 
As a ghastly horse-rider, the stran·ger in Pale Horse, 
Pale Rider also reverberates the archetype of the southern 
knight played out by Gabriel in Old Mortality, In which 
Miranda dismissed him and the rest of the romantic family 
legend about Amy. Subsequently, in the opening dream in Pale 
Horse, Pale Rider, Miranda's primary wish is to liberate 
herself from her selfish, sentimental, cruel, clannish, 
provincial, and censorious family that oppressed her childhood 
and still paralyzes her memory. 59 The minute Miranda 
reco.gnizes that the Stranger is the agent of death; she stops 
her horse and wakes up. 
Through her first dream, Miranda triumphs over the past 
and separates herself from it in order to face her present and 
future experiences. However, as one learns, dealing with the 
58Herbert G. May & Bruce M. Metzger, eds., The New Oxford 
Annotated Bible with Apocrypha, revised standard version (New 
York: Oxford University Press, 1977), 1498-1499. 
59For more information about Miranda's family situation 
consult William L. Nance, Katherine Anne Porter and the Art 
of Rejection (Chapel Hill: The University of North Carolina 
Press, 1964). 
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crude reality of the First World War presents many problems 
. 
for Miranda. The striking discrepancy between the idea and 
the reality of the War and the misconception of loyalty and 
patriotic duties under the war conditions produce in her 
bitterness and disillusionment which miserably embarrass, 
revolt, and disgust her. Her ambivalent feelings produced by 
her war experience trigger repression of her love for Adam • 
. 
Subsequently, the enveloping action of the war provides the 
need for Miranda's instinctive struggle against Thanatos for 
Eros. She needs to substitute death with love and 
unconsciously longs to affirm life by transcending d·eath. The 
conflict between the reality of war and her helplessness to. 
prevent death destroy the psychological balance of Miranda as 
an individual. She consciously opposes the war and death. 
Yet, in her unconscious mind, she desires to die. In this 
way, she hopes to end her helplessness in the conflict between 
the forces of life and death. This unconscious wish plays an 
important role in the formation of her dream. The image of 
death and the idea of setting out on a journey towards death 
constitute the manifest content of her dream. 60 In· the 
ambiguous complexity of her dream, Miranda refuses to go on 
with the Stranger. Her decision represents not only 
60 In the process of dreamwork, the unconscious, latent 
content is transformed into the manifest content of a dream. 
In dream-interpretation, the manifest content is the dream as 
it is remembered and recounted (Christopher Badcock, Essential 
Freud, New York: Basil Blackwell, 1988, 181, s.v. ''Dreamwork,'' 
184, s. v. ''Manifest Content'') • 
59 
separation from the family but the actual triumph of the life 
instinct ov-er death. 
The fourteen page narrative between the first and the 
second dream provides information about the conditions of 
Miranda's conscious life and her unconscious wishes. Miranda 
is torn between her desire to fulfill her patriotic duties and 
the obvious futility of her efforts. In the person of Adam, 
she perceives a chance to love (Eros); the War, however, 
denies her wish. The content of her second dream which 
presents the love/death ~os/Thanatos) conflict yields both 
to the symbolic and the cipher methods of dream interpretation 
suggested by Freud. 61 
.) 
On the metaphorical level, Miranda's dream expresses both 
her repulsion and attraction to death. The conflict is 
signaled by her contradictory desires of being in the cold 
mountains in the snow .and, at the same time, being warm under 
the palm and cedar and the dazzling sky. The out of body 
experience in wh,ich she watches herself sail on a ship into 
the exotic, jungle sugges·ts the idea of split personality. The 
61According to Freud, the symbolic dream interpretation 
identifies the possible symbolic relationships between free 
associations of a dreamer. His essential assumption is that 
each dream operates basically by means of free associations. 
His cipher method of dream interpretation offers even 
more limited means of reading a dream's meaning. One applies 
the list of cipher codes the meaning of which Freud 
generalized from his case studies. For example, according to 
Freud's code, all elongated and spiky objects like trees, 
poles, ca.nes, staffs, arrows, or snakes represent the phallus. 
While water images, landscapes, woods and valleys stand for 
female sexual organs. 
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description of the jungle as ''a writhing terribly. alive and 
secret place of death" (p. 299) vividly conveys the notion of 
the conflict between life/death drives which are unleashed by 
her deep unconscious mind. ''Danger'~ and ''war'' are the two 
words clamoring about her head at the end of this dream. ''The 
warning gong'' that closed the first dream with the word ••war'' 
now extends its message into her second dream. Miranda's 
unconscious offers the ambivalent relationship to the War. 
Accordfng to Freud's cipher method, Miranda's dreams can 
be treated as a kind of a secret code in which every sign may 
be translated into another sign of known meaning provided by 
• 
an established key. In his writings, Freud identifies about 
257 dream symbols. 62 Thus, he relates by general analogy 
''wood'' to represent feminine matter. The jungle and the ship 
in Miranda's second dream may stand for the female organ.~ 
The small animals like. birds could possibly suggest the idea 
of children. Trees and serpents may represent the mal-e 
member. In Miranda's dream, however, the trunks of trees are 
described as rotting and crawling in slime and thus the 
presence of the male element seems questionable. The image of 
a landscape with broad tranquil rivers establishes the 
dominating presence of the female element which may embody her 
wish to fulfill her identity through love for Adam. 
~Sulloway, Freud, Biologist of the Mind, 337. 
63sigmund Freud, The Interpretation of Dreams, trans. Dr. 
A. A. Brill (New York: The Modern Library, 1950), 243. 
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A c1o·se analysis of the third ·dream supports Freud's 
statement. in regard to the ego-cent_ered nature of dreams: 
All dreams ar~ absolutely egoistical 1 .in 
every dream the beloved ego- appears, even 
though in a· disguised form. The wishes 
that are realized ·in dreams·· are 
invariably the wishes of this ego; it is 
only a deceptive appearance if interest 
in another person is believed to have 
· evoked a dream. 64 
Porter's mythical vision of perpetual death and resurrection 
in which Adam is transfixed by arrows recalls the biblical 
image of a sacrificial lamb as a symbolic representation of 
Christ's body. Miranda "angrily and selfishly'' tries to 
protect Adam from the arrows. She is willing to take these 
symbols of the male member into her own body. Her willingness 
is suggestive of her wish to use Eros against Thanatos. Yet, 
........ 
-,, ...... . 
. ; ~-her love cannot save Adam from death, it cannot stop his death 
eithef. The irony is that Adam dies both in Miranda's dream 
and in reality. In her dream, he falls dead when his body is 
reached by the· arrow that went cleanly through Miranda's 
heart. Miranda stays alive protected from death by the 
surrounding green wood which represents feminine matter. Her 
attempt to save Adam's life is futile. The fact that Adam 
actually dies from influenza contracted from Miranda suggests 
the tragically ironic supremacy of Miranda's ego. Adam is her 
64 Ibid., 166. 
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chance for love which she desperately tries to defend aga.inst 
the odds of the First World War. In the text, Miranda 
explains her third dream as an old-fashioned valentine with 
two .hearts carved on a tree and pierced by the same arrow. 
Yet in reality, she simply supplies the important dreamer's 
association material which further projects her wish for love 
that would conquer death. 
The fourth dream narrative combines a delirious vision 
with an actual dream. In her feverish state, she sees the 
· actual removal of a dead body. Reality penetrates her dream 
I 
and intensifies both the physical and mental pain she suffers. 
Fighting influenza, she gradually succumbs to the 
overpowering death-wish in which, in terror, she denies her 
love for Adam and suffers weariness, confused pain, and total 
estrangement. Sulloway explains Miranda's reaction in terms 
of tensions generated by conflicting forces of death and 
love/life. According to him 
••• death instinct aims at tension 
reduction.and thus an eventual state of 
Nirvana. Eros, by contrast, continually 
introduces new tensions ••• that take the 
form of those instinctual needs required 
for the preservation of life and for the 
continuance of the species.~ 
Although Miranda's glimpse of the old man's pleading not 
guilty serves as dispensation for her actual longing for 
Msulloway, Freud, Biologist Qt.the Mind, 411. 
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death, giving up her life is not so easy. The shocking image 
I 
< 
of Dr. Hildesheim as ·~·a German soldier carrying a naked infant 
writhing on the point of his bayonet, and a huge stone pot 
marked Poison in Gothic letters, evoke all the horrors of the 
conflict between life and death instincts in Miranda's mind. 
This intrusion of reality is tied with her childhood memories 
of a pasture and a well on her father's farm. Both images 
heavily rely u·pon the ideas of the poisoning and/or violation 
of purity or innocence that are connected with the traumatic 
experiences from Miranda's childhood and the atrocities of the 
First World War. The war, in particular, seems to embody, for 
both Miranda and Porter, the culmination of mankind's 
unhappiness and the collective price that humanity pays for 
being torn between the struggling forces of life and death. 
The futility of Miranda's love for Adam and her sense of 
inherently destructive forces controlling humanity during the 
war leave Miranda with her death-wish as the only way to 
assert her independence as an individual. The fifth· dream 
partially fulfills Miranda's wish to die. In her dream, she 
regresses to her childhood and almost enters her prenatal 
existence which provide oblivion to her present physical 
state. She also retraces her childhood dreams of danger and 
safety respectively symboli~ed by the narrow ledge and the 
granite wall. She reduces herself to ''a minute fiercely 
burning particle of being that knew itself alone, that relied 
upon nothing beyond itself for its strength'' (p. 310). 
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Miranda wants to confront -death yet she·· is held by her 
stubborn will to live which throws her into "its own madness 
of being, motiv$less and planless" (p. 311) • Her life 
instinct triumphs over death. The vision of an Edenic 
landscape with the clear sea, soft meadow and·sky put her into 
the state of joyous amazement. ''The tall portals of the great 
' 
bow that arched in its splendor over the burning blue of the 
sea and the cool green of the meadow,'' rolling waves, and the 
drifting circle of beautiful and familiar human beings strike 
the reader with an overpowering feminine sensibility. Miranda 
seems to re-discover her feminine identity in this joyous 
ecstasy. The confident tranquillity that she finds in ''the 
prodigal warmth which flowed evenly from sea and sky and 
meadow" (p. 311) strongly suggests the image of a womb and 
expresses the nature of prenatal existence. Of •
 course, in 
this /p~idominantly femi·nine environment, there are no trees, 
\ / 
emblems of male organs in Freud's code of dream symbols. Adam 
I 
. ,J 
is dead. 
Once again, Miranda's feminine identity provides the 
defense mechanism in the struggle between her death and life 
instincts. Her actual return to life is compared to the 
traumatic experience of birth and the re-introduction of pain, 
the smell of rotting flesh and pus. Mentally she suffers from 
a deep sense of loss: ''There are no trees, no trees here" 
(p. 312). 
Porter not only agrees with Freud 'that dreams are wish-
( 
65 
fulfillments but she also seems to share his understanding of 
· a dream as ''a conglomerate in which each f.ragment calls for 
special treatment. ••66 As a self-conscious writer, she makes 
each word and · image stand out by itself. In the complex 
process of secondary elaboration, she imposes the surface 
. . 
structure on the dreams' free play of ideas that follows any 
.c 
chain of associations. The surface structure expresses the 
manifest content of a dream in Freud's two-tier concept of 
dream formation and it is coherent and logical in regard to 
''the considerations of intelligibility." Her ''poetic style'' 
conveys the stratification of the meanings ·, of dre,ams and 
provides the conceptualized expression of dreamer's thoughts, 
feelings, and actions in the form of metaphors. 
In regard to the representation in sensory images and the 
rational, intelligible exterior dream structure, Miranda's 
dreams illustrate the transformation of thoughts into visual 
• 
......... _;mages. In creating Miranda's dreams, Porter follows the 
dreamer's impulse to combine both conscious and unconscious 
thoughts and feelings. Her style reflects parts of Freud's 
dream-work mechanism of condensation in which the ideas of 
both things and words are treated as visual images. Her 
poetic diction compresses images like ''rainbow-colored birds 
with malign eyes, leopards with humanly wise faces and 
extravagantly crested lions'' (p. 299). The following passages 
exemplify the touching lyric quality and concrete vividness of 
66Freud, The Interpretation of Dreams, 11. 
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detailed, sensual ·1mages·that characterize Porter's diction 
respectively in dream and non-dream narratives: 
Early morning · is best for me because 
trees are trees in one stroke, stones are 
· stones set in shades known to be grass, 
there are no false shapes or surmises, 
the road is still asleep with the crust 
of dew unbroken. 
(p. 270) 
and 
Strolling, keeping step, his stout 
polished well-made boots setting 
themselves down firmly beside her 
thin-soled black suede, they put off as 
long as they could the end of their 
moment together, and kept up as well as 
they could their small talk that flew 
back and forth over little grooves worn 
in the thin upper surface of the brain, 
things you could say and hear clink 
reassuringly at once without disturbing 
the radiance which played and darted 
about the simple and lovely miracle of 
being two persons named Adam and Miranda, 
twenty~four·- years~6ld each, alive and on 
the earth at the same moment. (pp. 279-80) 
Freudian psychoanalysis of the dream sequence in Pale 
' 
Pale Rider reveals • new meanings and possible Horse, 
interpretations of the story and Miranda's complex character. 
Two complementary and simultaneous subsystems operating in the 
human mind are examined when operating within the minds of the 
' 
character as well as the self-conscious writer. They 
respectively refer to the conscious and the unconscious, ego 
67 
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and id, the life and death instincts that constitute the 
· conflicting forces constantly shaping the perceptive and 
creative processes of human mind. Using Freud's theories of 
dream interpretation, ·_ one can identify the mechanisms 
operating in the character's and writer's mind, while both of 
them seek the ways of overcoming disillusionment produced by 
the First World War. Miranda uses her dreams and Porter her 
creative writing to express as well as to redeem their 
experience of disillusionment. Dreaming and writing about 
dreams becomes a kind of ·therapy for the writer and her 
character. Fi.:om the reader's point of view, psychoanalysis is 
II 
the only way to access unconscious depths of the character's 
and the writer's minds. 
Although, Freud insists that due to the usual ambiguity 
of dreams they are susceptible to more than one 
,. 
interpretation, he recognizes dreams' artistic quality. He 
perceives art and dreams not only as a ''mode · of fulfilling 
tabooed wishes, of enacting them in fantasy [but also as 
imaginative acts of] self-concealment [aimed] to keep [people] 
' 
at a safe distance from [themselves] and from each other. ••67'.. 
In the context of Freud's theories, dreams in Pale Horse, Pale 
Rider fulfill the therapeutic and self-revelatory for the 
character of Miranda; the story as a piece of creative writing 
seems to have the same relation in regard to its author, 
67Freud, Delusion and Dream, ed. Philip Rieff (Boston: 
Beacon Press, 1956), 15-16. 
68 
• 
Katherine Anne Porter: both of the above functions also 
fulfill themselves in the third, reader's dimension. 
69 
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